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る。能 楽 は 室 町 時 代（1336-1573）の 14 世 紀 末 ま で
に、世阿弥元清（1363 頃-1443 頃）によって大きく発
展した。この時期は歴史的に見て、戦いの合間の時期と
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　Sometimes a banal, small occurrence on a Sunday 
morning can be of major importance to delineate the 
scope and realize the finality of a study in the academic 
field. So I narrate the following. 
2018, February, winter. I was hit by the brutality 
of faith in money.
In a flea market, looking for simple, everyday use, 
wafuku （Japanese clothing）, I was attended by a 
tiny elder lady, sitting in her chair. We talked 
about fabrics, seasons, past habits, the place I 
come from, the Japan she once knew. When I 
asked about the price, she called her relative. A 
tall Japanese girl, lots of makeup, jeans, vest, cap 
and the worst words someone can bring within. I 
asked if it was possible to lower a bit the price, it 
was clearly overpriced for any secondhand piece. 
Almost shouting, she blurted in Japanese “itʼs not 
cheap thing, if you donʼt want it, donʼt need to 
buy !”
I donʼt understand what happened but I didnʼt 
shout back at the woman or threw the piece back 
to her, which would be considered a reasonable 
response.
An eye for an eye2）
As occurs in sudden events as this, I acted by in-
tuition. And this time, the intuition was to answer 
in the most polite, calm way I could find “every-
thing is fine”, I said. And I gave her the money.
The old lady in her intuitive gesture said “Iʼm gon-
na give you this obi （traditional fabric belt）”. “We 
can give her that, right?” asking permission to the 
relative.
Back to her folding chair, the very tiny woman, 
quiet. I quiet receiving the change from the young 
one.
Before I go away, I bended to the tiny woman and 
gratefully said “Obasan, domo arigatou go-
zaimashita.” She a bit surprised, gratefully replied, 
“Arigatou gozaimashita. Mata kite kudasai ne”. 
“Thank you. Please, come again”.
一期一会 3）
It took me a few blocks to realize how shattered I 
was.
It took me some minutes so I could let some tears 
out. 
　The narrated event is obviously not scientific but fol-
lowing the examples of Walter Benjamin （1892-1940）, 
Kobayashi Hideo （1902-1983）, Antonin Artaud （1896-
Treatises of Zeami. 
Translated by THOMAS Rimer and YAMAZAKI Masakazu.
　NewJersey : Princeton University Press, 1984.
1）「人生を生き、自分自身の時代のために戦うには一万通り
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1948） and many others, it is an individual experience 
that grounds base to the will of understanding a wider 
context. Whereas, the production of knowledge in the 
scientific tradition has utilized as methodology the dis-
crimination procedure – extraction from the context, divi-
sion into parts, classification, objective observation and 
assumed neutral point of view – in order to approach the 
object of study, it felt inapropriate to do the same （and I 
may also be incapable of doing so） with the subject of 
my research in Japan, which is Nō 能楽、 Dō-hō 動法 and 
Butō 舞踏 . None of these corporal arts and expressions 
are structured by the scientific tradition, so I understand 
that mantaining the complexity of the artistic-poetic ap-
proach and the intuitive reason4） is a valid way of study.
　Recently, in Japan and abroad, many studies have been 
made by specialized fields, even science and engineering, 
that elect certain aspects of Nō  – such as chant or instru-
ments or costume or narrative, etc. – applying tests and 
technology to investigate Nō. However, it is important to 
notice that the experience of the body in which Nō was 
built, over the centuries and that is still kept until today, 
is a knowledge that precedes the Westernization-Mod-
ernization of Japan during Meiji Restoration （since 
1868）. This body is not divided by anatomy or organized 
in categorizations from an objective viewpoint, but it is a 
complex organism that feels, thinks, suffers, enjoys, cries, 
moves, remembers, sings and so on.
　Thus I approach Nō trying to find what is essecial in it 
（from an artistic point of view） which is the same motif 
that enables us to connect with it, beyond language barri-
ers, geo-temporal conditions, and thus beyond national-
cultural characteristics. The method I used, accordingly, 
has the intent to observe what is most generic in Nō, 
making it possible to establish connections with other 
fields. The aim is to see how an art expression of over six 
hundreds years is still so pertinent, still communicates to 
people, even to the ones not acquainted in itsʼ specific 
codes. In the basic guide for foreigners written by Prof. 
Nogami Toyoitiro, he says that just a general guideline of 
the play is enough for the appreciation of Nō. What kind 
of perception is required by Nō? Who are the persons in-
terested in it ? What, ultimately, is shared between the vi-
sion of Nō and the vision of an uninitiated person, that 
still make this communication possible? 
　In the course of trying to find what is essential in Nō, I 
started practicing Dō-hō in Sao Paulo, Brazil, with Tana-
ka Toshiyuki Sensei5） and later got acquainted with the 
writings of the developer of Dō-hō, Noguchi Hiroyuki6） 
Sensei. Dō-hō is concentrated in the principles of the 
movement and what Prof. Noguchi calls the “inner view 
point” of the body. From the Seitai-hō, developed after 
the Second World War by his father, Noguchi Haruchika 
Sensei （1911-1976） who treated peopleʼs health prob-
lems under an auto-restorative capacity principle, Nogu-
chi Hiroyuki Sensei researched about a view of the body 
that was disseminated in the life of Japanese people be-
fore Meiji Period when “Japanese education was the edu-
cation of the body. Rather than thinking with the head, 
‘learning with the bodyʼ, rather than understanding with 
the head, ‘feeling with the bodyʼ, that was respected.”
（NOGUCHI, 1993, p. 4）
　To learn and to feel with the body instead of thinking 
and understanding with the head, it is not just a matter 
of methodology or approach, but it is the way in which 
one is able to perceive him/herself as well as the sur-
rounding context. The importance of the feeling and of 
the body as the means of learning can be seen clearly in 
art forms such as Nō and Butō. The first developed great-
ly by the end of XIV century, in the Muromachi Period 
（1336-1573）, by Zeami Motokiyo （c.1363-c.1443）, in a 
historical moment that can be considered a between wars 
period. Zeamiʼs time was preceded by the failed imperial 
attempt to reconquer power, the Kemmu Restoration 
（1333-1336）, and the convulsive scenery of armed pow-
er dispute of the north （Ashikaga in Kyoto） and the 
south （Go-Daigo in Yoshino）, the Nanboku-chō Period 
（1336-1392）. Following to Zeamiʼs time, there was the 
avid power dispute of the daimyos, what was called Onin 
War （1467-1477） and later the long civil war of Sengoku 
Period （1467-1573）. In other words, Zeamiʼs writings – 
the first Fushikaden, the main part completed in 1402, 
and the last treatises dated 1430, Shūdōshō （Learning 
the Way） and Sarugaku Dangi, were impregnated by the 
sight of a world in big social changes which included 
dealing with life and death matters, not to count his 
strong relation with Buddhism. Even Zeamiʼs treatises 
have been written inside the privileged aristocratic con-
text of the patron-shogun Ashikaga Yoshimitsu （1358-
1394）, his early life was spent outside palace and as the 
people of his time, he knew that stability was not some-
thing to be taken for granted.
　Therefore, it is possible to say that Zeami as his con-
temporaries brought with them reminiscences of war and 
the notion of what it is to be alive when life can be easily 
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at risk. Although Nō is a visible performed expression, its 
fundamental bases, the sine qua non of a fullness Nō ex-
perience, is grounded in the invisible. In Kakyo 花鏡 
Zeami says, “dancing and gesture are external skills. The 
essential of our art lies in the spirit.” （Zeami in Rimer & 
Yamazaki, 1984, p. 90）
　In a different historical moment but with close existen-
tial approach, during the Post Second War years （1950ʼs 
to 1970s） in Japan, it emerged Butō, as Ohno Yoshito 
（1938） testifies : 
　When the Meiji Period began in 1868 and Japan 
lost the war in 1945 and when we got into the 
late 1950s, a strong feeling of tension with the 
West developed. That sparked an anti-govern-
ment struggle by students and laborers7）. Butō 
dancers were not conscious of this at the begin-
ning. However, there were a conscious of crisis 
that we had to renew something. （Ohno in Yo-
mota, 2018, p. 143）
　The renewal Butō achieved was the creation of a high-
ly emotional dance that corresponded to the individual 
experience at the same time that it showed the contrast 
of the body cultivated in Japanese culture and of the re-
cent culture coming from the West and the Moderniza-
tion period. Attending Ohno Yoshitoʼs workshops in Yo-
kohama, he reported his relation with war and also his 
fatherʼs Ohno Kazuo （1906-2010） and Hijikata Tatsumiʼs 
（1928-1976）, creators of Butō. Hijikata had his life 
marked by the vision of death in the battlefields during 
the Second World War. For him, according to Yoshito, 
Butō was a dead corpse and he danced this. Kazuo, who 
experienced wars as well, danced the salvation Butō 
meant for him. Yoshito, in turn, dances the precious value 
of life.　 
　Back to the experienced event of the flea market, the 
great contrast between the old and the young womenʼs 
attitudes showed such disparate perceptions – of the con-
text, of their own bodies and of relationships – that not 
just individual traces showed through, but also character-
istics related to different generations. The old lady cer-
tainly brings with her, reminiscences of the Post Second 
War Period, when she was a youngster. While the young 
woman belongs to the generation of the late XX century 
when the process of the globalization occurred, and ac-
cording to the geographer David Harvey （1935） neoliber-
alism became a norm not just to economy but to human 
relations as well, “it has become incorporated into the 
common sense way many of us interpret, live in, and un-
derstand the world.”（HARVEY, 2005, p. 3）.
　These very contrasted points of view made me realize, 
as a sparkle, the existential vision Nō offered in its core 
and therefore could relate to any person sensitive to on-
tological subjects, to matters of life and death, loss and 
grief. The personal and historical contingences can make 
us more or less sensitive to these matters. The social con-
flicts periods, where life deals constantly with unstable 
conditions, teach us that immaterial actions and feelings 
have value, as it happens often in Brazil. 
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1）“There are ten thousand ways of belonging to life and fight-
ing for your own era”. Antonin Artaud （1896-1948） quoted 
by psychiatrist Nise da Silveira （1905-1999） in the Brazilian 
movie Posfácio : Imagens do Inconsciente ［Afterwords : Imag-
es of the Uncounscious］, dir. Leon Hirszman 1986/2014.
2）An eye for an eye, a tooth for a tooth is a popular saying in 
the Western cultures that refers to the retaliation ideology, 
where an offended person gets the right to offend the offend-
er, itʼs origin dates back to the Law Code of Hammurabi 
（aprox.1754 B.C） in ancient Mesopotamia, which are nearly 
300 laws etched in stone pillar, discovered in 1902.
3）Ichi-go ichi-e, lit. one time one meeting, developed in the 
Tea Ceremony, refers to the encounter between people that 
will never repeat again because time flows, so as to value the 
occasion.
4）More about the intuitive reason in Philosophy can be found 
in the books by Henri Bergson （1859-1941） as Creative Evo-
lution （orig. L'Évolution Créatrice） from 1907.
5）Tanaka Toshiyuki was born in Tokyo in 1960 and lives in 
Embu das Artes, Brazil. He is professor at PUC （Pontifícia 
40 Aiming at the Research into Nonwritten Cultural Materials
Universidade Católica） in Sao Paulo and professor of Seitai-
hō and Dō-hō, licensed by Shintai Kyoiku Kenkyusho, Seitai 
Kyokai, Tokyo. As artist he created Fugaku 風楽 and coordi-
nates the Jardim dos Ventos project ［Wind Garden project］.
6）Noguchi Hiroyuki （1948）, director of Shintai Kyoiku Kenky-
usho, Seitai Kyokai, Tokyo.
7）Known as anti-Anpo, U.S.-Japan Mutual Security Treaty.
